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SUBSTITUTE DoMINANT CHOoRRS 


The characteristic of dominant chord sound can be attributed to the tritone 
which existstbetween the third and Seventh of the dominant chord: 


The qualtity of the tritone remains unaffected even if inverted: 


C7 
5 
登 


Therefore, the above tritone may be notated as either an aug. 4th or a dim. 
Sth (as in the above two examples)，、Thus, the Same tritone may be notated 
enharmonically to produce another +*4th tritone which inyertSs to another 


“5th tritone、Though the tritones involved appear different, they al contain 


the Same Sound (tritone = 了 whole stepsS) 


间 - 全 ”全 “一 一 一 


-3 
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Since the dominant chord quaiity_ requires the tritone to represent Chord 


一 tones three and seven the root must be present for a Complete Chord So0und: 


C7 57 
二 E 
2 -7Zz 一 本 - 
E [ 
| 
E 二 一 


The resuiting two dominant chords contatn the Same tritone and may 
therefore function similarty， The context in Which etther Chord appears 
determines the function， 


The dominant chord and its subhstitute domtnant chord Share the Same 
tritone and their roots are a tritone apart. (These chords afe 31S0 Known 3S 
“tritone Substitute”chords.) 


The substitute dominant for Y7/1 is subV7/|， Just as the expected 
reSolution 0f VY7/E resolvying to 上 requires an arrow (Showing the actual 
resolution)，the resolution of the SuUbV7 has a speclal analysiS,， 3 dotted 
arr0w. 


AS9 WINDIEAT NANT R N PERF FIFTH: 
DoTTED ARROW INDICATES DOMINANT RESOLUTION DOWN AHALF_STEP 


了 
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The primary dominant and secondafry dominants are chords which have an 
expected resotution down a perfect Tifth. The expected resoiution for 
substitute dominants is down a half step、 The Substitute Secondary 
dominant chords are SubV7V/1L SubV7VAIV, SUbV7AY: 


-ob 开 抽 工 -? 6Z 演 亚 mo17 ukZ 窜 卫 7 
CD07 G27 mar7 Ah7AG7 
歼 广 -二 全 喜 二 一 Pr - 忆 


One characteristic of substitute dominant chords is that thetr roots are Dot 
diatonic，(The primary and secondary domtnant chords have diatonic rootS.) 
IV7 also has a diatonic root，lH rarely sounds as though its function will be 
as 3 substitute dominant (though it may fesolye down a hailf Step to 1= 7)， ww 


bVvil7's function as a modai interchange chord is more common than the 
possibility of a SUbV7VVI function. 


In unusual situations (most often dictated by harmonic mhythm) SUDV77/II 
and suDV7/VI may 0ccur but Y7VIV 1S neyer SUDVY7LY 


ee 


Substitute dominant motion is 3150 Common 
Chord progressions: 
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to contemporary minor key 


- 红 办 立 7 opT 骆 区 19 aop7 
F-7 六 7 所 ACE- -Mg Ch 
一 王 


三 二 有 二 去 


人 


一 


5o5 工 7 区 工 -” 9 7 
F-7 C27- 一 人 33-7 087 C7 所 一 六 2ma17 
， 1 ， 
地 上 = 一 -一 一 一 -am 
生生 二 2 二 二 :入 ea 
Chmaj7 请 - C-7C5) =XO) 3 G7 
人 


6T 7 


作 -2 CI 2 


二 江 
2 


ee 
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Any dominant chord may be preceded by its related II-7，The related 11-7 
1 chords of the secondary dominants are diatonic exCept the related 1-7 of 
3 V7/IH，which has a nonrdiatonic root， However，the related 17S 0f 
substitute_dominants are Don-diatonically rooted.。 Therefore，Since the 
related II-7 chords of the substitute dominants cannot have dual function， 
they will be analyzed in terms of their relationships with Substitute 
dominant chordsi the -relationship- 


5ub 这 二 oj7 40 好 让 王 -7 
-一 人 > 二 9- IT- 一 -一 
Ai， 二 D27 Ed BE ~D-7 
加 四 ， 
尼 皇 一 一 二 
受 世 委 3 二 
1 1 7 闻 7 
40 了 区 mo 了 7 xubY 和 和 立 ? 
pp BT 94 - 
， mn C 一 
二 2 
5 可 一 二 一 2 一 一 


了 With the inclusion of the related 11-7 chords for both primary or Secondary 
dominants and their substitute dominants,， 3a four-way chordal relationship 
Can exist: 


I-7 T? 工 30b 王 7 工 
D-7 6 一 一 > 4 和-7 DPI7- 信 
一 -一 L 一 
本 -一 -一 -一 
全- 和 天 世 : 人 -一 一 一 
EEEEE 洁 
了 一 
-7 Sb 7 二 ，。 立 - 二 
6-7 pp-7 信人 4 1CG 人 
SEE 一 一 2 过 z 汪 了 本 一 全 芋 


The_ related IF-7s of the primary or Secondary dominants miay progress 


normally: - 
Imai7 7 了 立石 -7 工 磷 工 -7 立 -7 立 引 Tui 人 下 7 工 7 
， Cmaj7 GT7 (57 > S7 47 全 07 4 DCTpuog) 0-7_ 67 从 
一 一 一- -一 一 
5 三 
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The related -7s of the substitute dominants may progress normaliy: 


三 mal7 AhF 隐 克 6 | 2 四 工 -7 ， 和 ZNtaug ， ab 
-7 CbIT-A。 -7 237 从) -7 -> -7 .07T-、 

cpai7 2O07 627T 6 32 DT7 把 Ap AT MT 
2 ec 了 二 


QR，any of the above 1r7 chords may progress down ahalf sten to the 
substitute for 1ts dominant chord，Since the root motion from the 1-7 to 
the dominant witl be down ahalf step，the analysts Symbol used 1 3 dotted 


7 Ai 了 红 开 5 和 -7 adF 打 77 了 立 -7 < 史 黎 蕊 Ma2 万 -7 尼 b 开 7 
一 -7 6 四 了 c-7 Zn- 27 Z- 信 7 -~ 
Cogj7 G-7 FG E7 呈 2220-7 7 用 人 2 2 交 7 

于 一 T 一 一 2 下 

了 了 T 

合 卡 艰 7 本 -到 站 

OR: 
工 ro'7 工 红 ” 浆 6 荆 和 红 二 -7 和 区 7Cir 人 7 
工 me 羡 ， 
3 和 7 7 一 人 一 4-7 AI 一 - 叶 2 DC7 0 CI 一 人 

Comaj7 六 7 一 3 7 277 L---- GT 从 4 


-一 呈 -一 一 二 十 一 
近 划 到 一 一 一 人 一 人 
一 
一 7 一 一 一 


一 HARMONY 5 7 


AYAILABLE TENSIoON3S-SUBSTIHTIUTE POMINANTS 


inasmuch as Substitute dominant chords are not diatonic StructureSs，their 
extended Structures do not requtire a diatonic_ orientation The tensions 
avyallable on any Substitute dominant are the pitches a major ninth above any 
chord tone (Whether diatonic to the key or not) 


3db7 35upZ 人 5ubY 人 5UZ 人 和 
(; pb E 打 C2I 7 
之 

上 | 

， 
国 2 
车 - - Jo 和 3 
坏 一 过 5 去 一 = 


本 


tn all cases，it should be noted that the tension <*11 on 3a Substitute | 
dominant represents the root of the original chord of derivation (the 上 


primary dominant or Secondary dominant) 


and 13. 


1f the extended Structure of the Substitute dominant is Supported by the 
root of the respective orijigtnal primary or Secondary dominant chord an 
alternativye to the normal available tensions for the primary or Secondary 
dominant chords may be found: 

su577 su 上代 5b7 代 5ubZ 友 
65 Be hass 呈 史 pass CPM pass 尼 Jp pass 


Tri < 


rr 
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缚 V7AE normaliy 85 avallable tensions 9 and 13; 放 may optionally Use 
A tensions be, =9, b5, and 513: 


mr 


五 7 ， 芯 7 
了 (CI CC 


了 


Any dominant chord with the above alterations (aitered 9, 3， 13) is notatec~- 
as "altered，abbreviated as (alt)，(Aithough not uniyersally uSed，this 
abbreviation is generaly understood.) 


Although V7/IV normally has available tensions 9 and 13, 让 may optionajly 
Use the altered tensions: 


C 划 

; 工 Z/ 

\、 (《 ! 皮 拓 C 7 
-PE 一 
一 拓 zeee 杂 于 一 一 瑟 


， 


V7/V normally has avaflable tenstons 9 (alternatively， b9，*#9) and 13; 线 


may optionally use the remalntng altered tensions: 
人 


Z 舟 了 7 和 卫 / bt 
4] DT) DTGL 
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1 V7/i normally has available tensions 9 (alternatively， be， =9) and b13; 主 
may optionaliy use the remaining aitered tensions: 


风 万 2 7 
T 立 Ar 开 7MCUY 人 
- (1 79) 7 37 了 76att1 
zz FE 5 

多 > 可 2 全 之 一 = 
人 国有 | | 
1 ] 
| 1 | 
| 才 吕 - 攻 <- 果 3 
型 xZ ZT 一 7 二 


if the option of altered tensions is used, the chord Symbol MUST reflect that 
0 


option、 
一 一 
gp) 7 多) 
二 CTCOr CI 二 请 一 
芭 咎 : 包 人 二 ~ 
本 二 3 二 涪 
2 于 2 一 三 一 全 和 
/ 一 一 一 为 宛如 六 3 好 一 


The avaijabte tensions for the related 1 -7 chords of Substitute dominantS 
are drawn from the key in whtich the chord is the diatonic 有- 7: 
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”Though the primary and secondary dominantS and their respective SuUbstitute 
dominants are substitutes for each other，the same is not true for the 
related 11-7 chords、8By comparing the available pitche5s for both Kinds of 
HU-7 chords, tt can be seen that totally different available note 0ptions are 
produced 


D-7 as rejated 1l-7 of V7(67) Ab-7 as related 11-7 of subV7(DD7) 


-7 
状 


Available to D-7: 


Chromatic scale: 


Available to Ab-7: 
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关 兴 闪闪 闪闪 疾 关 关 尖 并 活 凑 关 关 尖 疾 关 尖 并 送 关 活活 并 闪闪 泛 关 尖 兴 注 疾 关 六 并 尖 关 其 关 关 江 其 关 泛 关 凑 疾 兴 闪光 闪闪 关 基 兴 兴 疾 关 兴 


Summary of available tensions:， primary dominant，secondary dominantsS， 
substitute dominants and related 11-7 chords. 


Cnhord': 


V7A 
SubV7/1i 
VYZ/ 
SuUbV7/il 
VY77 
V7ATV 
SUbV77/1V 
V7LAV 
VY7VYi 


Reiated |[-7: 
of V71 
- 
of V7/H 
of V7viV 
of V7/V 
of V7/VLSDalerca 


0f all SubV7S 


Avalilabie 
tensfons: 


9, 13 
9,*11, 13 
9, 513 
9, 11,13 
09, *9, 013 
9, 13 
9,z11,13 
9, 13 
be, z9, D13 


9, 11 
11(as Hi-7) 

9, 11 

9, 11 

9, 11 

11 5b13 [as VII-7(b5)] 
9, 11 


Optional 
tensions: 


(ait 》 
bg z*g, bl3 or (ait) 


(ajt) 
(alt》 


bo, *g9, 13 or (alt) 
(ait) 


9, 11(as related 上-7) 
11 5b13 [as zlV-7(D5)] 


9, 11 (as related jl-7) 


本 
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Extended dominants are dominant chords which are pliaced at Strong StreSs 
points， or within a pattern of dominant resolution foliowing the cycle of 
Tifths with an extended dominant as the Starting point for the pattern. 


The same characteristics appiy when Substitute dominant chords are 
involvyed， The root motion during extended dominant motton follows the 
Cycle of fifthsi the root motton during extended Substitute dominant motion 


is Chromatic: 
( 肋 6 7 一 Pd/- 7 全 7 ) 
DID27A CT CI 3pma17 MI 一 人 
本 - 一 生 一 三 村 
] 避 一 zz 2 一 Fe 7 一 一 
ChromatIic 
(5 了 7 3 %7 
宣 5 
菇 至 二 三 一 | 
7 于 志 7 -人 > 二 全 上 
Chromatic 


In the first four measures of the aboye examplies，every other chord 
represents an extended Substitute dominant chord，while the remaining 
chords are extended dominants though they resolvye by half Step: 


( 王 ) 工 m21 7 各 和 ) 
2 CI F7- 一 人 人 ht/ 7 447 
一 -一 -一 - -二 一 r 


fThe same examplie USing no SubStitute dominants,} 


The decision to hear an extended dominant versus an extended Substitute 
dominant fs made by the ltstener based on the function of the dominant in 
the key. 1f the root of the first dominant chord in the pattern 1s diatonic, 已 
will sound like an extepnded dominant: 


了 Pattern 


-7 (7 并) [ begins ] 立 7 


-7 7 一 全 AI7- 一 人 人 E? 一 4 07 一 


辐 工 ro17 并 -7 开 

Coma17 三 -7 本 

和 EEEE  - 
让 


_Diatonic 


人 
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If theToot of the first dominant chord in the pattern is not dtatonic, 让 will 
Sound 1ike an extended Substitute demninant: 


- [sse ] 
Zrw7 长 77 了 -7 [Er) besins 
Gaj7 二 7 -7 PIT PIT ES7IT 人 37 一 人 Ap7IT 
2 相 二 = 冯 5 天 = 到 -7 到 
不 不 


Non-diatonic 
it should be obseryed that the comp1lexities resulting from the inclusion 0f 
substitute dominant chords within 3 progression make that progression Yery 
difficult to hear，This, in turn， al10ws for more freedom in the chotce 0f 
usabie tensions. 


Generalily， 一 
1) if movement from an extended dominant is down a perfect fifth the 
following dominant will sound 1fke another extended dominant 


2) if movement from an extended dominant is down abhalf sten, the 
following dominant w1l sound Hke an extended Substitute dominant， 


3) if movement from an extended Substitute dominant is down a Derfect 
fifth the foliowing dominant will Sound iike another Substitute _ dominant 
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4) 计 movement from an extended SubStitutedominant is down 3 half step 
the following dominant will sound like an extended dominant， 


The available tensions for extended substitute dominant chords afe 9， 衬 11， 
13 (the same as all SUbV7 S)、 


The_ extended Substitute dominant may be intefpolated prior to the 
fesojution of an extended dominant: 


(二 


D7 407- 会 C7 0p7n 7 CIT In 


革 


二 到 -一 衬 全 一 -7 玫 专 


lt is more common for the substitute dominant to foNow the extended 
dominant (as above) than for the SUbstitute to appear first. 


Related -7 chords may precede their respective dominant chords (either 


起 -一 < 一 上 一--- “ri 


As is the case for all extended dominant motion harmonic rhythm will pe 
increased with the inclusion of related ii-7 chordS， Furthem 3 上 -7 _may 
itself be the target chord of resolution. 


-7 侣 Ep7 47” bb-7 67 7 D27” D2-7 LI 一 个 
一 -一 一 一 一 一 二 一 -一 一 一 蕊 We 


站 
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DIATONIC CHORD SCALE> 
CHoRD_SCALES are used to identify a chords available meiodic and 
harmonic pitches， Chord Scales may be described 3S extended chord 


strudctures，with tensions and other non-~chord tones dlsplaced down an 
0octave to create 3 SCale. 


Cai C ELydian 
[和 
了 声 4 
Er 一 全 -一 全 
全 = | = 


1/ 了 7 


The above extended maj7 chord may be identified either 3S Cmaj7( 二 LT) or 
as atydian chord scale，Modal terminology (tydian) is Used to identify the” 
interval relationships _ between adjacent pttches， Available tensions are 
those non-chord tones which are 3 Whole step above 3a chord tone (a major 
ninth reduced by an octave)， 


,2AA3 
C Ionian CC/ Z 纪 
EEEE 交 
《 < 
半 -人 @- 和] 辣 - 


了 9 


The modal name for the chord scale above is C ionian，The chord Symbol 
would be Cmaj7，8oth the chord sympol and the chord Scale refer t0 the 
same Structure, but the chord scale 1s more complete， The Scale Shows al 
the available melodic pitches including the fourth degree (f)，wWhichn_ 15 
available 3s 3 5cale approach note，AVOID NOTES are 3avolded harmonically 
but avaiiabte melodically，(Note，Avofd notes are fndicated by fijjed in note 
heads，while the avatiable chord tones and tensions are written as whole 
hotes， Also, note that the fourth degree of any ionlan scale 1S an ayoid 
note.) 
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DPIATONIC CHORDS USE DIATONIC CHORBD SCALES.Availabie tensions 
win be a whole step above a chord tone，Qther pitches (a half Step above 3 
chord tone) will be avoid notes.、 (AI examples for this topiCc are 
demonstrated in C major.) 
The 1 chord uses an iontian chord Scale; the fourth degree 1S avoided: 


Cmaj7 = Jmaj7y7 = C Ionian 


-一 
2 
本 了 9 /了 


The 目 -7 chord uses a Dorian chord Scale，The Sixth degree is avoided, eyen 
though it is 3 Whole Step 3bove the Sth, because 记 Creates a tritone With 
the 3frd of thelchord， Thts suggests 3 dominant qualiity rather than 
subdomfnant 关 NA 


如 


D-7 = II-7 = D Dorian 


9 / 


The II-7 chord uses a Phrygian chord scale; the Second and Stxth degrees 
are av0lded: 


E-7 = III-7 = 卫 Phrygian 
1 L/ 


The 1V chord uses aLydian chord Scalei there are no ayoid notes: 


Fmaj7 = IVmaj7 = 了 ydian 


9 FM 辽 


局 
Crme harmonicaliy avoided 6th degree in the Dorian scaie is the only exception to the ayafiability 
of 8 non-chordtone 8 whoie Step abovye 8 chord tone. 
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The V7 chord uses a Mixolydian chord scalei the 4th degree is avoided: 


67 = V7 = GMixolydian 


9 7/3 
The V1-7 chord uses an Aeoiian scalei the 6th degree is av0ided 


Ar-7 = VI-7 = A Aeolian 
zz 一 E 一 全 一 


9 /1 


The VIH-7(bs) chord uses aLocrian scale; the 2nd degree is avoided: 


b 了 


B-7( 5) = VITI-7( 5) = B Locrian 人 
-7 _ AD -和 

< 一 
AAA Z 衣 3 


For diatonic chord progressions，available tensions and other non-chord 
tones wbe diatonic，Hence, the Chord Scales will be diatonic: 


7 
- 了 -7 了 
-705) 五 -? 世 
芒 1 人 5 斧 六 -7 G7 
7 5 -有 AN 记 有 Z3 
TTr-7 卫 mil7 工 m417 
才 -1 Faj 7 CHa17 - 
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DECEPTIVE RESOLUTIQNS - VZ/L 
Two of the standard deceptive fresolutions of the V7 chord havye been Seen in 


diatonic harmontic analysts，VY7 of 1 resolving to the 1HT7 or VIr7 (both 
tonic substitute chords) are Common examples of deceptive resolution. 


-7 - 7 
3 互让 区 
加 2 6 人 一 和 
二 FT Te 2 - 2 2 
枚 一 和 
于 上 1 


These deceptive resotutions are S0 Common that they do not require 3 
decepttve resolution analysis (the use of parentheses)，The justification for 
the above harmontc motion is diatontc progressing to dlatontc， The 
following deceptive resolutions of the V7/1 chord have the Same basis and 


are_ analyzed without parentheses， though the chords inyolyed are， 
non-diatontc. 四 


AT ， b _ 
1 几 ， v7/imay resolve deceptively to <1VY-7( 35) okK 
工 -7 Y 和 30V- 的 
4 04) 


2 王 二 二 三 


请 V7/1 may resolvye deceptively t0 bimaj7: 


V7AI may als0 resolve deceptively to the other maj7 modal tnterchange 
Chords， 


AN 公 、 
人 _A 
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V7/1to blmaj7: ，、 
”到 
3 区” 了 7 四 4 
F-7 六 7 
， L 一 一 一 一 
生 叶 和 二 于 二 
7 一 
V7/1to bvimaj7: 
二 
了 3 
Cl/ 
2 ee 一 一 一 -一 一 一 一 
人 2 全 -下 全 二 下 


。 When V7/1 resolves deceptively to any of the above chords， 让 most often 
occurs at a melodic cadence and Sounds as though the progreSsion w 人 Hi 
一 eventually move to tonic， 


| The strongest melodic pitches at cadence points are degrees 1 and 5 of the 
Key，These two diatonic notes have the most “final Sound melodically: 


寻 


名 


一 _ - HARMONY 3 20 


An examination of the available pitches for HL7, Vi-7, =ly-7(05) blllmaj7， 
blimaj7, bvimaj7, and bVlimaj7 shows each deceptive resolution of V7/1 to 
have scale degree 1 of 5 or both, avallable. 


Imaj? 
三 
S 
三 
一 一 了 


寻 IV-7(b5) 一 


下 billmaj7 


blimaj7 


格 -只 / 
_bvhmaj7 本 
抑 _. 


一 
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When V7/1 resoives decepttvely to a maj7th chord，the progresston often 
follows the cycle of fifths to return to tonic: 


多? Gondj7 Comaj 7 Fbopaj7 吕 
， 一 -~ 一， 一 一 一 
2 二 


When V7/1 resolves deceptively to =1V-7(D5)， the progression often 
continues with chromatically descending motion to the tonic: 


227 才 7 的 -7 达 G87 F7 Popa17 宛 


| 
| 
| 
| 


一 一 一 二 
7 Te FE 二 
V7/L resolving deceptively to 1H-7 or VI-7 most often 0CCUrS in 
progressions which are Strictly diatonic. 


区 
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Chord scales for secondary dominants reflect their expected diatonic 
resolutions， Al secondary dominants are expected to resolve down a 
perfect fifth。， The root of the expected resolution chord will be the fourth 
degree of the chord scale.The dominant chord Scale which Contains an 
avoided fourth degree is Mixolydian， so all Secondary dominant chord 
scales are some form of Mixolydian. 


The chord scale used for V7/VIV is Mixotydiani the 4th degree (the root of 
the expected resolution chord) is avyoided: 


V77IY 
C7 
PT 人 
人 3 
了 /3 


Root of Fmaj7 


The chord scale used for V7/YV is Mixolydian; as above, the 4th degree is 
ay0ided: 


The chord scale used for V7/i is Mixolydian b13; the fourth degree is 
avolded and there 1Ss a condittional avotd note，Though b13 1S an exception 
to the "major-ninth-above-a-chord tone” ruie (and is therefore 3 halif Step 
above 3 chord tone), 长 and the 5th may not normally appear Simuitane0usiy 
together， Condttfonal avoid notes are both enclosed in parentheses: 


V77II | 
7 1 
人 -2 


?9 2 
一 Root of D-7 


机 
1 
二 
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The chord scale used for V77HEiS Mixolydian 5b9 (optionaliiy *9)， b13; 
the 4th degree ts avoided and 3 and b13 are condttional avold notes: 1 


V77TIII 


忆 
7 站 


B7 和 
| /他 
Root of E-7 
The chord Scale used for Y77VVI is Mixolydian b9 (optionally =9)， b13; 


the 4th degree is avoided and 3 andb13 are conditional avoid notes: 


VY77VZYI 
下 7 


54 #9 己 了 ， 交 
Root of A-7 
There are optional chord scales for the primary and Secondary dominant 


chords，In addition to the above chord scales, any Secondary dominant chord 
and the primary dominant chord may have 3dded alterations: 


V7 (Mixolydian) V7(b9) 
(Mixolydian bp9, zg) 
C7 ZEN) 
一 2 奈 PE 世人 2 
7 9 万 29 9 万 
V7(b9, b13) (Mixolydian bg9, =*9, b13) V7(att) (altered) 
如 7( 拘 | 如 7 | 


和 人 
59 砚 813 1 09 9 他 2 了 


V7/IV and Y7/V may utilize any of the above aiterations ais0. 


3 


一 


ro 
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V77/Hmay use any of the fotiowing Chord SCaleS: 


AV7(s=9, 5D13)/1 


V7(b13)IL (Mixolydian b13) 
(Mixolydlan bg9, =*9，13) 


1 9 以 9 


4 人 刀 全 -如 - 长 7) ] -ci 


V7(Caltt)/ (altered) 


-人 2- 


7 ， 
太 3 节 


于 


V77ULand Y7AVH may be etther Mixolydian b9, =9， b13 or altered 


V7(bg, b13)7UI (MIxolydian bg z*g,b13) V7Gait7 (aitered) 


8 7 1) 史 


帮 
兰 王 王 王 一 王 二 天 大生 冯 
一 一 ”一 ， 
7 少 她 - 呆 斩 3 2 


厅 困 
V7T(bg, b13)XVI Mtxolydian bg =*g,b13)  V7(attMYVI (altered) 


E7( 纤 2E7C 
7 59 知 23 69 押 吁 多 


1 As 3 general fule,， ali chords withn an expected resolution down 5 perfect 
人 ie (with Or Without aiterations) 民 an altered 


fifth use a 加 | 
dominant chord net expected t0 resoive down 3 f USeS 
not using the term 


Scale. AM 
a Lydian 了 scale，This distinction is the rea5on for 
"Mixolydian =4 . 


er 


] 
] 
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The Lydian b7 chord scale is used for al1 :substitute dominant chords 
(expected resglution down a haif Step)， bVvII7 (expected resoldtton up 3 
Whole Step)k in amajor key context (expected resolution down a perfect 
fourth)，and extended substitute dominant chords (als0 expected to 
resSolve down a haitf Step)，, 


subV7 (Lydian b7) subV7/iT (Lydfan b7) 
功 7C) 忆 7LCAM 
有 1 TAR 7 < 六 -二 
”2 7 和 区 / 2 9 / 取 
subV7/7IV (Lydian b7) subV7/V (Lydian b7) 
5 7 了 克 rt 
G 0 ， Ab ， 0 二 -一 
半生 让 宇 才 和 
允 FF [3 9 4 《了 
了 bv17 (Lydian b7) 1V7 (Lydian b7) 
BT 大 7lM 
要 = ER 靳 ZE 
: 大 一 2 订 9 天 1/ 局 
“> 导 一 
AT extended subV7's (tydian b7) 
) -一 一、 -------- 
旦 4 
引 入 9 [3 
Extended dominant Extended dominant 
Mixolydian MIixolLydiaan 


Extended subV SuUbV7 
Lydian b7 Lydian b7 


The chord scale Used for extended dominant chords is the Same 3aS that 
used for V7/V (expected resoiution down a perfect fifth): Mixolydian- 
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Thougn alterations are possible to all forms of Mixolydian SCaies， the only 
aiterations normally availabile to the Lydian b7 scaie ocCur on the substitute 
dominants of | 1IV, and V，Since those chords haye an expected reSolution t0 
a major chord, the major third of the chord of resolution may OoCCUr in the 
Lydtian b7 (#9) chord scale 3s an aiternative， Although lnfrequent, *9 on 
aLydian b7 chord is more 1ikely to be found on Sub V7A 


SubV7 (Lydian 57) to imaj7 SdbV7(E9)/I LILydian b7(z9)] to Imaj7 
， 有 -7 > C Ma ”~ 人 
属 FEE2 近 | _- 
“ -人 /3 区 1 全 


subv7(=9)/IV fLydian b7(z*9)] 。 sdubv7(=9)7/V [Lydian D7(z9)] 


CIC9J- 一 ~ 必 


3#9 3 /3 


La 
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DIMINI 开工 


Diminished seventh chords are most often found in major keys as linking 
chords between neighboring diatonic chords，or 3S approach chordSs to 
diatonic chords，、The most common patterns for these diminished Seventh 
chords are: 


至 1"7 approaching -7 or 
passing to 11-7 from l(maj7) 


和子 由 "7 approaching HI-7 or 
passing to 111-7 from 日-7 


Ht 一 上 7 一 一 全 一 二 7 
RE 


ziV"7 approaching V7 or 
passing to V7 from IV(maj7) 


Te 
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一 


对 Y "7 approaching VI-7 or 
passing to VI-7 from V7 


二 


一 一 


bl 7 approaching 11-7 or 
passing to llr7 from IN-7 


bVP7 approaching V7 or 
passing to V7 from Vi-7 


一 ttrroermrr 
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工 


和 7 了 as an auxiliary to 
the tonic [I(maj7)] 一 


] 


立 7 

ne- 一 T 
YY"7as an auxiliary to 
ne dominant (V7) 

or 1 


These examples of root motion can be used to categorize the threse different 
types of diminished Chords: 


1) The ascending diminished Seventh chords have root motion up_ ahalf steg 


from non-diatonic to diatonic. 


2) The ndi iminish Ven have root motion down_ a 


half sten from non-diatonic to diatonic， 


3) The auxXiii imini venth_ chorgds have 3 Common root with the 
tontic or dominant chord respectiveiy， 


2 浊 
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Al diminilshed seyenth chords contain two tritone fnterval3， Because of 》 伟 
these tritones, diminlshed chords are extremely unstable, and have 3 Ciear 

一 tendency or "need” to resolYe，Additionally,， al diminished sevyenth chords 

contain nonr-diatonic pttches; the. ascending and descending -dtminished 

seventh chords have roots whtch are not ln the key， ALL DIMINISHED 

SEVENTH CHORDS HAVE A VERY STRON6 DEMAND FOR RESOLUTION. 


In most cases, the expected resolutton is to a nefghboring dlatontc chord or /7 
-， ， 


diatonlcally: rooted_ chord. SC - 


The ascending diminished Seventh chords are derived from the SeCondary : 
dominants of their target chords and have Smooth Yofce ieading 
CharacteristiCcs， 

xl"7 canbe Seen as an inyerted V7(b9)yl: 
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zlV"7 is defrived from an inverted V7(bg9j/V: 


了 Paj 7 _ 07C29) G7 


Pra1 地 7 避 7 一 7094) -7 一 
二 -一 一 人 
2 一 本 一 = 全 E 
j 和 2 
| | za27 | | 
“| 
本 三 
一 Zr 一 村 一 一 天 上 1 


1 
人 


The descending diminished seventh chords are not derived from secondary 
罗 dominant function since neither Contains the tritone of the expected 
| resolution chords dominant ，These two diminished Chords are derived from 
chromatic Yoice ieading. _ 

bll*7 is expected to reSolve to 11-7: 
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Note that bll*7 and *ll"7 are enharmonicaliy the same chords but the 
expected_ resolutions are different; the Context in which they appear 
determines the function. 


Similariy， bvi"7 1s expected to resolve to V7 (and is enharmonicaily the 
Same 3S zV "7 


1 了 7 4257 
和 全 用 C7 
5 
有 2 
; 安 | 已 忆 
2 | 
， 1 
ER 一 二 村 


The tonfc and dominant chords of the Key may be 3approached by thefr 
respective auxilary diminlshed sevyenth chords (7 and V 7)， Like the 
descending diminfshed chords，the 3UXilary diminished seventh chords are 
derived from chromatic voice leadfng and not dominant functlon，They 3re 
found either delaytng the resolution to the target chord or creating harmonic 
motion in afrelattvely stattc Situation. 


7 41S the auUxiiiary to the tonic chord: 


一 > 人 人 人 ， 
C CO27 Caj 7 
， | 


Ar 一 一 一 一 一 


V"7 is the auxiliary to the dominant chord: 


0 eeo7 人 CC7 妈 27 C7 


本 王 王 王 
三 一 -一 一 一、 一 


忆 上 上 


| 
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Unlike _ dominant chords which have 3 potential for deceptive Tesolution， 
diminished seventh chords havye an absolute expectation for resolution， 41T 
1S_ RARE FOR A “7TH CHORD TO HAVE A DECEPTIVE RESOLUTION. 
However, the ascending and descending diminished chords do have ailternate 
chords of resojution。 1f an alternate resotution does 0CCur，the cnromatic 
root motion is St retained. 


xj"7 has an expected resoiution to HH-7 and an alternate resoiution to 1 川 -7ZS 


related dominant: the V7 chord with its Sth in the basSS: 


CzA7 CC 为 


二 


二 - 


x+"7 has an expected resSolution to the tonic 1-7 chord and an aiternate 
resolution to the tonic 1 chord with its 3rd in the 5aSS: 


0t7 5 狂 


zlV"7 has 3n expected resolution to the dominant chord and an alternate 
resotutton to the tonfc Echord with its Sth in the baSS: 


- 5tzr7 < 纶 


zV*7 has an expected resolution to VI-7 and an aiternate resoiution to the 
secondary dominant chord bulilit on the Same root: V7/H 


Go7 .7 


HARHONY 3 34 


bl*7 has an alternate resolution to V7/5th in the bass: 


AhI 66C 


bvl*7 has an alternate resolution to IMSth in the bass: 


I 6 为 


2 二 二 


~ 


The auxilary diminished chords do not have alternative resoiutions. 
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AYAHLABLE TENSIONS - DIMINISHED SEVENTH_ CHORDs 
As was pointed out in previous topics, the tension numbertng System to 13 
does not Work for dimintshed chords since there is a potentlal tension ab0ve 


each of the chord tones in the extended Structures 0f dtminished Seventh 
chords: ## 工 2 了 


Therefore， the possibie tenstons in the extended structures for diminished 
chords are not numbered， but simpiy identified 3S TenSion 计 avaijlable (a 
major ninth above a Chord tone). 
Tensflons for diminished sevyenth chords can be characterized 3S either 
diatonic for a diatonic_ situation or，non-diatonic for 3 nonr-diatonic 
situation。 4f an extended structure is created with al the tensions 
available, the resuiting diminished chord can not be dfatonic to any key，The 
ayailable tensions will not fit tnto any Ya3lid key signature: 


1 全 于 谍 治 
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If the abovye chord's tensions are displaced an oCctave 10wer between each 
Chord tone, a Scale 1s created which 1S known as 3 SYMMETRIC DIMINISHED 
SCALE. This scale is Composed of alternating whole Steps and half StepS; 


(CH#07 


Hence，the above diminished seventh and its available tensions Would be 
found in a non-diatonic Situation，f the target for any diminished Seventh 
chord is diatonic，the available tenstons must be diatonically oriented， 
Those resulting pitches a major ntnth above a Chord tone are 1abeled 35 "下 
(for avyailable Tension). 


The available tensions for 7, 上"7, blll"7, and *|V*7 in the key 0f C major 
afre: 


(Fied in note heads represent pitches which are diatonic,， but a mijnor 9th 
above 3 chord tone,) Since 3all the above diminished seventh chords contain 
the Same enharmonic chord tones, the potential tensions generated from the 
extended Structures are identical， 
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The _ available tensions for *V"7 and bvi"7 (which _ contain the same 
enharmonic chord tones) in the Key Of C major are: 


未 一 27 立 ? 
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CHORD SCALES - DIMINiSHED SEVENTH CHoRDS 

We _ have already seen that the Symmetric dimin1lshed Scale is 
appropriate for use when 3a diminished Seventh chord is not functioning in a 
diatonic Situation: 

2 人 工人 -Coi71 


了 了 上 过 
了 


-3 全 全 二 工 二 二 二 一 


In this scale 311 non-chord tones are available tensions, and as is the CaSe 
with al dimjinished seventh chords，the numbering System to 13 does not， 
work， The tensions are ljabeled as "T" without an 3Ssociated nuUmber， 


人 


Diminished seventh chords Which have diatonic resolutions, however, Shouid 
impiy this diatonic orientation with the USe of diatonic non-chord tones， 
The resulting chord scales contain chord tones, tenSions， and ayY0oid noteS: 


上 7 于 | 7 


C27 了 _ Ca7 一 


5 让 


研 27 一 上 一 = 
和 
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兰 1V 7 V “7 
7 一 ， 
4 二 2 人 一 
了 


Unlike prevtous chord scales, the above diminished Scales appear to have n0 
names， However，a Comparison With secondary dominant chords revealsS 
identical Chord scales for diminished and dominant Chords. 


zl"7 isS expected to reSolve to 1-7 V7(bgy/il has a similar functior' 
in many CaS85S: 


- =- 4704 


TDP 
二 在 
所 -< 可 字 本 7 


) 
中 末 3e 入 3 
The chord scale for al "7 can be jdentified as the Same Scale aS V7(b9)/H 
starting on the root of the diminished chord、The conditional avoid note 


situation occurring for the dominant chord does not oCCUr for the diminished 
Chord since the third of the diminished chord must be USed. 


Since V*7 contains the Same chord tones 3S zi 7, 让 Uses the Same Scale 3S 


V7(b9)v11 
C27 了 了 2 
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xl "7 is expected to reSolye to 上 一人 V7(be)XHi has a Simiiar function: 
放 了 
国 志 o7 - 入 ) 
: 隐 工 工 4 
二 和 
了 2 7 b9 克 了 穆 也 


The chord scale for zil"7 can be identified as the Same Scale 3aS 
V7(b9)7iH starting on the root of the diminished chord As in #1 7，there 
aretwo avoid noteS. 


Since bi"7 and 1"7 contain the same chord ton65 as z| 7，their chord 
scales Can be identified as the Same scaje 3aS V7( 9)V/IH， Each Starts on 
the respective diminished chord's root and contains tw0 avoid notes: 本 


bll"7 P7 


3 地 |V"7 3ls0 Shares_ the Same chord tones as the above three diminished 
seventh chords and may therefore Share the Same chord SCale，Howevyem， 


zlV"7 is expected to freSolye to0 V7: V7(b9)/V has a similar function' 
#27 70 


In this case，#IV"7 may use the Same Scale 35 either V7(b9)/IN or 
V7(b9)/V， starting on the root of the diminished chord. 


这 HARMONY 了 4 


子 | V-7(bs5) 


*lV-7(Ds) is a chord functionally related to the previous passing and 
approach dlIminjshed Seventh chords， It fs al1S0 commonly found as the 
related -7(b5) of V7/IIE 


一 BF-7(CJ) 并 7CAfr 矿 -7 
= 3-709 E709J 一 人 7 
L_ 一 
一 一 人 人 人 
3 一 古 一 一 7 一 PP 
一 一 二 = -一 二 
1 本 


lts structure contains a b5 since that pitch is the tonic of the key， 议 Can 
also be buiit as 3a diminished triad with a minor Seventh.，、 This type of 
Seventh chord Structure has_ traditionally been called “half diminished 
(0Ccasionally abbreviated as 9)，There are rare instances in contemporary 
music when 3 -7(bs) chord truly functions 3s a haif diminished chord 
*1V-7(b5) may functton fn thts fashfon. 


*|V-7(bs) is found as an approach chord to V7 or as 3 passing chord to V7 
from LV or 1V-: 


As with the alternate resoiution possibiiitfes of the diminfshed Seventh 
chords, an aiternate resoiution to the above pattern 1S to the tonic | Zhord 
with its Sth in the baSS: 


4# 开 -70 工 狼 和， 开 pqj75-7dToej8Uh 下 7 祁 -7TM 
38-704) Fo 8bod17 3-705) Poaf 防 8h7 Br 
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*lIV-7(b5) is 31S0 found as an approach Chord to 1VY or IV- or 3s 3a passing 
chordto IVYorIy=- from V7: 


3 的 3pmradr7 CI 35 347 -7 932 


纯 5 5 二 二 


In the above example, the V7 chord can be Seen deceptively resoilving to 
xiV-7(b5)，The expected resolution for V7 is down 3 perfect fifth to 1 but， 
1ike all dominant chords，V7 may resolve deceptively down a half step 4aS 
substitute dominant root motion demonstrates) to *#lV- 7(b5): 


77 


亡 了 了 A2 了 
工 - 三 < 工 二 2) 下 -7 7 
CC C7 3-7(2 列 33- -7 -7 
六 王 可 r- 一 二 一 
地 芋 去 22 一 一 7 


This most often occurs as a means of delaying the cadence to tonic， An 
examination of the avallable tensions for xlV- 7(55) and comparing ts 
available pitches to those available on the | chord shows that common 


册 meiodtc possibilities exiSt、 ITrdj7 AT-7O31 
二 e 7 -7 705) 


3 As is the case with most 让 ch al those seen so far，the 
available tensions PCV703) ziV-7(bs) aref1i 
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CHoRD SCALES - OTHER MAJOR KEY CHORDS 四 


Though the diatonic IV chord usually uses a Lydian chord Scale there are 
two instances in which an lonian scale 1Ss more appropriate. 


TD) If the IV chord is preceded by its dominant (either V7VIV or 
sdbV7/IV), the listener prefers to hear alV fonian chord Scale. 


2) If the intent is to have the listener expect the 1V chord to progress t0 


1V=-, the listener prefers to hear a 1V ionian chord Scale. . 本 
Za 亚 7 并 
Fnd17 疡 -7 C 


As 3 general rule, the above IV chord and the 1 chord are the only major Key 
chords which use an lontan chord scale. All other major chords in major 


key use Lydian: 


芒 ndj7 ， Epomij 7 ， 
。 27 一 一 
引 1 /3 9 区 / 司 
bVvimaj7 bvilmaj7 
8bpaj 7 


有 mdj 7 pe 人- 
四 9 7 他 和 人 2 好 


the foliowing chord SCale5S: 


1-7 Dorian 


1IV-6 either Dorian or Melodic minor 


一 - 吃 


亡 1 
一 一 一 7 一 之 
下 7 
扯 EE 
7 5 711/ 


V-7 Dorian 


-7 
C xD _ 
人 
纪 AAA 


习 1N-7(bs) Locrian， 
V7(b9) Mixolydian b9, =9, b13 


0 1 -1 分 
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Other modal interchange chords borrowed from the paraiiel minor key5 05Se 


- 1VY-7 Dorian 
乒 -7 ， 
= 7 < 了 
了 允 7 


区 喜 研一 
DZ 
1? 9 3 


II-7(b5) Locrian _ natural 9 
7Cz) 


1 2 
ESE 1 到 < 
9 HA 3 


[This 和 amore comImon USe of 
1-7(b5)] 


40 一 人 


全 


元 5 其 


The above scales are appropriate When the modal interchange chord 0CCUHrS 


in a major key. 
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HH -7 chords which appear beCause of their ~ or-----:frelationship USe 3 
Dorian scale: ， 。 


=1V-7(bs)， like aimost all minor Seyenth (b5) chords, uses aLocrian chord 


SC3je: 


Dominant 7th sus4 chords use mixolydian chord scales but the 4th 
degree is available and the 3rd degree is avolded 


C Xiux 妃 


Dominant seventh chords which have an indicated sz5 Use 3 Wholetone 
scale (each pitch is a whole step above the pfevious pitch) 


CCX7 


党 | 


Whole steps 


1 
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CHoRD SCALES - MINQR_KEYS 


Due to the different configurations of the tonic minor key SCaleS，more 


-Options are generated for the choFd Scales for diatoni5 minor key chordS， 


However，DIATONIC CHORDS IN MINOR KEYS USE DIATONIC CHORD 
SCALES The criteria for avoid notes remain the Same 35 in major KeyS 
(with the exception of 1-7 Doriam). 


The 1-6 chord uses either a Dorian chord scale With the 7th degree avoided 
or aMeliodtic minor chord Scale: 


C-6 CO-6 
2 了 : 
”′ 王 了 O/ ′ 9 A/ aaf7 


-The 1-7 chord uses either a Dorian chord scale or an Aeolian chord SC316. 


Un1ike the avoided 6th degree for a 1l-7 Dorian scate，Dorian minor do8s. 
aliow for the use of tension 13: 一 人 人 人 一 


C cc 
全 王莽 三 生计 
一 9 A/ /3 5 A/ 


The 1-(maj7) chord uses either a Me1odic minor chord scale (ascending 
version) or, ]ess often，a Harmonic minor chord SCale: 


Ca 7 


C-Grt 用 
瑟 9 1 /3 “了 / 
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lt shouid be noted that though uncommon, it is occasionaily possibie to 
find a phrygian tonic minor chord Scale、 


C-7 1/ 
全 
AT 


Ali other diatonic chords from minor tonalities have chord Scales based 0n 
the dtfferent tonic Scales of those minor keySs，、Any nonr-chord tone a haif 
step above 3 chord tone rematins an avoid note，A reyiew of the many minor 
key chords and the minor keys they are found in will demonstrate the ， 
freedoms availabie in the choice of an appropriate Chord Scale for any- 
diatonic chord. 


All dominant chords similar in function to those found in major key harmony 
(Secondary dominants, substitute dominants，extended dominantsS， extended 
substitute dominants，etc.) have Chord Scales Which meet neceSSary criteria 
for their _ construction: diatontc_ orientation = diatonic non-chord tones， 
expected resolutions of down a peffect fifth = Some form of Mixolydfan 
chord scale; expected resolutions of any root motion other then down 3 
pefrfect fifth = Lydian 5b7， Basically, tf the root of a chord is diatonic, think 
diatonic for chord Scale constfruction; if the root of a chord Is non-diatonic， 
the construction of the chord scale needs 3 10giCcal justification. 
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CHORD SCALES - BLUES - 


The chord scales common to blues_harmonies are Constructed Using the 
chord tones and pitches from the blues Scale. 


The 17 chord in blues uses 3 Mtxolydian =9 chord SCale: 


lj 
艺 了 
1 -o- 好 7 了 27 / 


/ 


in addttion, it is possible to use diatontc pitches from the major Scale 35 3 
basis for the chord Scale: 


17 (Mixolydiany7: 


CI 
7 一 
和 了 7 


Other blues chord scales Can be derived by using diatontc pitches from other 
parallel tonaltties and other pitches associated with bjues 4e.9, 二 4) 


1-7 (from minor key) Dorfan: 17 Lydian b7， 于 9: 


cz LAC1 
1 1 -2 站 7 


1 9 1/ /3 )， 杂 尖 9 了 了 7 


要 
3 


站 
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The 1V7 chord in blues uses a Mixolydian chord SCale: 
7 


- 5 
帮 ER 去 2 


和 
9 他 


The V7 chord (borrowed from major key harmonies) is either a Mixolydian 
scale, or a Mixolydian with Some alterations,， Or an alitered chord 
SCale: 


C7 CTN4) 


人 Lp 
革 主 二 二 二 袜 下 EeezTA 一 一 


1 3 ZL3 49 子 9 取 


CI04) 7 的 


人 
一 吧 
9 心 3 六 9 光 9 了 23 


Other chords found in blues progressions are usually borrowed from major 
or minor key harmonies and therefore use thetr nofrmal chord Scales，V7V/1， 
however, often takes 3 Mixolydian bo， 学 9， b13 chord scale. 


7/ 69 吏 273 


3 
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SUMMARY OF CHORD SCALE CONSTRUCTION_ CONSIDERATIQNs 


(The following generalizations Should be Considered Suggesti0ns and not 
abSolutesS.) 


HARMONIC AVOID NOTE CRITERIA: 


Any note appearing in 3 chord scale which fs a half step above 3 Chord tone 
should be avoided harmonically，eXCeRt bg andb13 are available on dominant 
chords. 


The 6th degree of the Dorian scale Should be avoided except in a tonic Dorian 
minor Context. 


汉 - 


Either the Sth or the bi3th of 3 dominant chord should be 3avoided if the 


other pitch is usSed， 
CHORD SCALE CRITERIA: 


Diatonic chords take diatonic chord scales, With the exCeption of jiV when 让 
is preceded by its dominant or exXpected to progress to 1V-. 


Any dominant cnord with an expected resolution down a perfect fifth useS 
some form of Mixolydian or altered chord Scale， 


Any dominant chord Pot expected to resolve down 3 perfect fifth takes 3 
Lydian 57 chord scale. 


If a dominant chords chord scale 1s Some form of Mixoiydian, the Scale may 
have added aitered tensions. 


Any dominant chord wih a non-diatonic root uses Lydian 57; any major chord 
non-diatonically rooted uses 3 Lydian Scale， 


The only alteration possible to Lydian b7 is *9， if the expected chord of 
resojution is major. 


be and *9 may Coexist tn a MIxolydtan Scale exCept on 3 1 chord in blues or 
on atLydian D7, *9 scale. 
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For minor 7 chords, it's usually 3 good practice to use Dorian when in doubtl 
Most minor seven (b5) chords use Locrian， 

Al] suspended fourth chords use Mixolydian. 

A Wholetone scale is used for dominant chords with *S. 


Most diminished seventh chords use a chord scale identical to one of the 
Secondary dominant (b9) scales. 
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二 MODULATION 


Moduilation is the movement of melodies and/or harmonies from one Key 
into another、In order for a moduiation to 0ccur, the itstener must shi 仁 
from the originail tonic reference to anew tontc reference. 

Tog7 548 耳 下 7 TI 人 3obp7 三 7 三 -7 拘 亚 
Fo hp GT 7 Pa 34ol7 37 2 


| 疯 一 
芝 -7 他 允 7 机 ， 
子 ; 工 季 一 7 工 7- 一 > 一 7 [7 略 ) 一 sz 9 30 了- 
人 站 7024 C-7 CZ7 9 乡 
， ， Prar7 xz7 计 Bra17 007 
上 上 ， ， 上 | pa 
人 号 一 人 人 工 mar 7 卫 me/7 光 I-7( 坷 区 -5 工 md1 7 LO2277- ~、 
07 Cor7 FT0F] -6 2Bptoj7 4p7 入 
一 一 -一 一 一 一 mg EC E 忆 1 7 4 必 


了 克 oo7 
| Adj 7 
一 一 zz oz -~ 


习 The above 16 measure tune contatns a modutlation from F major into Bb 
major and returns to F major，Notice that typical of this type modulation， 
the phrase in 8Bb may stand aione: 


7 立 7 
-一 人 了 7 50Z 入 C7 扬 7 一 人 一 
Ex7 .30prd17 7 L__ 


Imd7 Zrir7 -7(4) 了 -5 -ol17 
jno7 Epoar7 0 Et- Bpuj7 


河 

习 However, Bb major ls the SECONDARY key andF major is the PRINMARY 
key，The relationshtp of the secondary key to the primary key 1s Shown 
with a Small arrow in the direction of the moduiation and the intervaiic 
distance to the neW Key. 
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When_ modulations occuUr within tunes，t 1S Common practice to USe 
accidentais as opposed to._ changing key signatures， Genefally，the 1eSS 
accidentals_ necessary in 3a moduiation， the more Cl0Sely the KeyS are 
related and the more subtle the modulation。、 The previous modulation 
required only the use of one additional 人 at to acComplish the modulation 
from F major (one fat) into Bb major (two flats) Modulations to distantly 
related Keys are more 0by10US. 


The above modulation (up a half step) frequires acCcidentals for all the 
melody pitches，This type modulation, though Sometimes found in tunes, is 
also a common device used by arrangers，The use of modulations upward 
tends to _ keep the music "forward moving Therefore, most modulations 
are perceilvyed as occuring in an upward direction。 The 3bove examplie 1S 
shown moduilating from F major into Fz major， It is easier however to 
notate and read the example moduiating from F major into Gb major: 


Aithough written enharmonically in 6b， the moduiation Sounds like-tonic | 
motion upward from F to F 垃 . 6b redquires 5 fiats，but the 1istener 
perceivyes the modulation as going to F#* (all pitches raised a half Step 
from F). - - 


HARMONY 3 -34 


DIRECT MODULATION 


Modulations may occur directly from any diatonic chord，The most Common 
form of DIRECT moduiation is from the | chord，since the 1 chord 
establishes 3 potint of tonal finality. 


Do Try 7 让 一 开工 一 、 
Po 7 玫 7? 7 G-7 C7 
- -人 1 一 
1 5 一 一 一 2 
-一 一 > 工 maj1 人- 工 maj7 区 -7 素 7 马 多 一 > 
和 动 有 现 攻 人 
EEEEEEE 世 和 E 奔 “-- 
\ 一 一 
一 7 工 革 一 人 工 mear 7 工 md1] 7 
号 -7 7 2 7 V/ 
上 -一 六 ema1 人 3 Fnd1 7 


When the harmony modulates，the melody may or may not moduiate，For 
exampjle the meilody may repeat while the chord progression moduiates， AS 
seen abovye，howevyer，wWhen the melody modulates the harmonies musSt 


modulate. 
oduiate，。 工 myj7 siZ 拆 -下 7 -7 
Br D 和 F D-7 


The above example shows a _ modulation from the dtatontc 1-7 chord 
directly to the new key a minor 3rd higher. -QIRECT MODULATIQNS FROM 
DIATONIC CHoRDS QTHER_ THAN | OR_V_USUALLY INVQOLYE STEPWISE ROQGT 
MoTION. 
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PIVOT CHORD MODULATIQNS 


Chords which function in both the originaMprtimary Key and in the new/ 
Secondary key are PIVOT CHORDS.， Their dual functions are indicated by 
two analysis symbols; one in parentheses showing initial function, and one 


justifying the function in the new Key: 


多 
工 041 亲 -7 工 md 7 2 允 - 开 -7 
所 gj 到 Fora 7 7 
一 ! 妆 ， ee ， ee 
和 es 二 4 一 和 
5 丈 3 
， - EM “~ 1 et 
Ermaj7 AC-7 一 “~ ， Epoea17 “ 全 人 
一 -一 一 一 一 3 一 
一 一 ra 了 


As is the case for ati chords requtring parenthetical analySiS，the choice 
of chord Scale for a pivot chord is based on the chords initial function. 


The usual practice of determintng chord scales by initial function is done 

to present the iistener with 3a deceptive，but acceptable SUrprise、 
.Therefore，a_pivot chord is _heard and analyzed first in terms of the 

preceding key, and then in terms of the new key t0 be established. 


ee 
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DoMINANT CHORD MODULATIONS 


Modulations from dominant chords, HKke other plvot chord modulations, may 
exhibit dual function (deceptive resoluttion)，Also, dominant chords which 
resolye deceptively will be analyzed in terms of both 01d and new Key5S. 
AH dominant chords have an expectation for resolution.， However，the 
different resotutions demonstrated by different types of dominant chords 
aiiow for the following root motton patterns to new KeyYS: 


DOWN A PERFECT 5TH: 


v7 to Imaj7 G7 《17 


三 -人 


- 坏 : 


DOWN A HALF STEP: 


SubV7 to Imaj 7 G7 


UP A WHOLE STEP: 


bVill7 to Imaj7 G7 4maj7 


DOWN A TRITONE: 


V7toblmalj7  -- 
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DOWN A MAJOR THIRD: 


V7 to bilimaj7 


GE7 Epoar7 
瑟 三 一 
二 
UP A HALF STEpP: 
Vv7 to bvimaj7 CG7 Art17 


3 


Additionally，the expected diatontc chord of resolution for 3 Secondary 
domtinant may deceptively change quality and become a chord functioning 
in the new Key: 


V7/VILtonew lmaj7 


47 Drma17 
< - 
上 一 一 < | 
(D-7 expected) 
- 87 Era17 
V77IN to new lmaj7 忆 _ 9 
天 三 
( 瑟 -~-7 exPecteG) | 
V7/IV to new Imaj7 CI Fra17 
(This may not sound 1ike 关 一 二 
amodulation since 1V 一 二 基 


is a diatonic maj7 chord) 


让 


ee 
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V7VV to new imajl7 


DI -Gora17 
之 - - < 
1IG7 exPecregG) 
V77VVito new Imaj7 -7 Apo17 
太 ITQ1/ 。 
艺人 区 注 坟 


Therefore，ANY DOMINANT CHORD MAY RESOLYE DECEPTIVELY INTO 
A NEW KEY、 Though the other above patterns may 0CCur, the root motion 
from a dominant sevyenth will usualiy be either down_ a perfect_fifth or 


downahalf step or up a Step. 
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Extended dominant and extended substitute dominant motion (with or 
without the related 11-7 chordsymay eventualiy resuit in a modulation. 


-21 
工 rq 7 ##-104) ec7T-T > -7 NT -~、 
Ca17 HA FI 4 Ah-7 0 
2 人 
机 LT 了 时 E 了 -E ) 志 一 
C- FM Eoer7 
人 _ 
The same exampje may be used to demonstrate modulation to a differert 
Key by adding one or more dominant chords: 
了 7 OZ-TNL) -~、 
Cl Aa 7 “5 人 4 MI 2 
--> ---~、 _--、 .7 
C-7 7 和 E7 67- 、 工 mi 
L 二 一 __ 、DOmb17 
己 一 二 志 


The previous transition from the original key tnto the new key can be Seen 
as 3 modulation, because all the dominant activity makes tt difficult for 
the listener to hear the origtnal tontc-reference， This transitional type 

._ modulation，though not very common in tunes，is an 0CCcasionally usSed 
arranging device. 


